RETHINKING LI KAIXIAN'S EDITORSHIP OF REVISED PLAYS BY YUAN MASTERS: A COMPARISON WITH HIS BANTER ABOUT LYRICS

Tian Yuan Tan
In the late 1550s and 1560s, the mid-Ming literatus Li Kaixian 李開先 (1502-1568) became particularly interested in printing Yuan dynasty qu 曲 (literally "songs," including both sanqu 散曲 and drama) and was involved in a number of projects 1 Li's interest in these publishing projects was supported by his own stupendous book collection, which he claimed exceeded ten thousand juan 2 The thirty existing Yuan-dynasty editions of Yuan plays, which have been critical to our understanding of the textual transmission of zaju 雜劇, are also believed to have been part of Li's collection at one time For a comprehensive discussion of the various editions of Yuan drama and the From his collection of Yuan drama, it was known that Li Kaixian had printed a number of the plays in an anthology titled Gaiding Yuanxian chuanqi 改定元賢傳奇 (Revised Plays by Yuan Masters, hereafter GDYXCQ):
Now, the poems and prose of the Han and Tang dynasties cover and fill the entire world, and the various books of Song Neo-Confucianism are also widely transmitted, but Yuan songs are rarely seen What we see are often just ordinary works, or the remains of rouge and powder For example, Wang Shifu 王實甫 is not the greatest among the writers of the Yuan dynasty; Xixiang ji 西廂記 (The Story of the Western Chamber) is also not the most outstanding among his writings throughout his lifetime Yet now, even the ladies and young girls can quote his verses Does this not show that in human life, there is fortune and misfortune? Anthologies such as Erduan jin 二段錦 (Two Pieces of Brocade), Siduan jin 四段錦 (Four Pieces of Brocade), Shiduan jin 十段錦 (Ten Pieces of Brocade), Baiduan jin 百段錦 (A Hundred Pieces of Brocade), Qianduan jin 千段錦 (A Thousand Pieces of Brocade), and Qianjia jin 千家錦 (Brocade of a Thousand Households) include both good and bad, and are all mixed up without proper order The anthologies of short songs and song suites are also mostly like these I regarded this as a shortcoming, and I wished that people in this age would get to see the Yuan-dynasty songs and realize how the Yuan songs have achieved their reputation Thus I disclosed completely the more than one thousand copies that I keep, and gave them to my disciple Zhang Zishen 張自慎 (courtesy name Cheng'an 誠菴) to choose Only fifty were selected It was beyond my ability to put all of them into print, so from these, we made a further selection of sixteen We deleted superfluous sections to make the texts simple and concise, changed the rhymes and corrected the sounds Wherever a tune did not fit, a line was not proper, or the dialogues were not to the point and too vague, we edited and corrected all of them We even wrote some passages on behalf of the original authors Therefore, we named this publication Revised Plays by Yuan Masters
The preface to GDYXCQ makes clear that Li Kaixian produced this collection of Yuan plays out of dissatisfaction with the existing compilations, which he felt were mediocre In GDYXCQ he aimed to provide readers with a collection that would truly represent the charm of Yuan drama Furthermore, as reflected in its title, Li claimed that the texts in the resulting collection were revised and improved Known to be the earliest Ming anthology of Yuan plays and hence significant for the study of the transmission of Yuan zaju texts, it is no surprise that GDYXCQ has long held the attention of scholars Yet for decades, GDYXCQ remained an enigmatic collection whose whereabouts eluded twentieth-century scholars It was long believed that GDYXCQ was likely kept in Taiwan, until it was made known recently that the collection is actually kept in the Nanjing Library 5 Earlier studies, written when scholars were still unsure where GDYXCQ was kept and therefore did not get to see the text, made various assumptions about the collection As we will see below, many expected GDYXCQ to be textually closely related to, or share similar features with, other extant printing projects of Yuan arias produced by Li Kaixian This expectation of a "common text" among the various projects was clearly based on the assumption that Li was actively involved in all these projects and that he applied the same criteria and editorial rigor to all of them, including GDYXCQ Even some of the scholars who have recently gained access to GDYXCQ continue to believe that Li Kaixian participated arduously in the project The editor of the new critical edition of Li's complete works claims that Li "put his heart and soul" into GDYXCQ and that this project reflects Li's criteria in selecting and editing Yuan drama 6 These claims and assumptions all suggest that the collection was carefully prepared by Li Kaixian But do the drama texts in GDYXCQ support these claims and assumptions? Did Li indeed play such a significant role in editing the collection?
In this paper, I will first show that GDYXCQ is far from systematic in its revisions and editorial conventions, and discuss what this [1995] [1996] [1997] [1998] [1999] , vol 1760, 109-188 For a typeset edition of the six plays, see LKXQJ, 1701-1808 A drawback of this typeset edition is that it arranges the plays in a different order and makes changes to the text to make it conform to the later Ming editions, in both content and form Thus, for all references to GDYXCQ, I use the photographic reprint in the XXSKQS edition 9 Here, I follow a more common simplified title of the play The simplified title as marked in the block center (banxin 版心) of this play in GDYXCQ, however, is Liu Ruan Tiantai 劉阮天台 except for the first, Tears on a Blue Gown, from which the first full page is missing These six plays are preserved in other Ming editions too, and therefore none of the plays in GDYXCQ are "new" in the sense of previously unknown or undiscovered The significance of GDYXCQ is that it provides us with an early example of how Yuan dramatic texts were printed and transmitted
In the last few years, scholars such as Xie Yufeng 解玉峰, Akamatsu Norihiko 赤松紀彥 and Wilt Idema have looked more carefully at the textual characteristics and significance of GDYXCQ 10 Xie Yufeng has pointed out that, in general, GDYXCQ is textually close to the majority of Wanli editions of Yuan drama other than Zang Maoxun's 臧懋 循 (1550-1620) Yuan qu xuan 元曲選 (Selected Yuan Plays, hereafter YQX) He observes that "wherever GDYXCQ differs from YQX, the other Ming editions also differ from YQX "
11 Based on such textual affinities, Xie cautiously concludes that GDYXCQ and the Ming editions may have derived from a common source, or that the later Ming editions were influenced by or derived directly from GDYXCQ The difference of opinions on the textual relationship between GDYXCQ and the other Ming editions may also be related to individual appraisals of the extent of changes the editors of GDYXCQ made to its source texts Akamatsu believes GDYXCQ followed its sources in most cases See Akamatsu, "Gaiding Yuanxian chuanqi xiaokao," 156 Idema, however, suggests that GDYXCQ made substantial changes to its source texts especially in providing stage directions and dialogues His detailed comparison of the Yuan edition and the GDYXCQ edition of Chen Tuan gaowo convincingly demonstrates the changes between the Yuan edition and GDYXCQ See Idema, "Li Kaixian's Revised Plays by Yuan Masters, [51] [52] [53] [54] [55] YQX, all other Wanli editions had two tune titles mixed up in Act Three 13 Since its rediscovery in the Nanjing Library, we know that GDYXCQ contains the same mistake 14 The failure to correct the tune titles (assuming that GDYXCQ followed its source text in this case) calls into question Li Kaixian's grand statement in his preface that GDYXCQ presents to us an improved version of the Yuan plays in which mistakes were corrected and texts were polished Furthermore, there is reason to believe that the collection did not follow a strict and standardized format in editing This can be supported by looking at some of the "irregularities" in its formal characteristics Among the six plays anthologized in GDYXCQ, five mark act divisions, which reflects a new trend in drama printing of the time 15 This is, however, not the earliest case of such a practice, because we already find such markings of act division in the 1498 edition of The Story of the Western Chamber Tears on a Blue Gown is the only play in GDYXCQ in which act division is not clearly marked, a feature that is associated with the Yuan editions and earlier Ming printings 16 Now, let us look at another irregular feature in GDYXCQ, the marking of the "wedge" (xiezi 楔子) Of the five plays that contain a wedge, only three mark the wedge: Tears on a Blue Gown, Rain on the Wutong
In order to say that the changes were first introduced in GDYXCQ, we have to make the assumption that there were no intermediary texts between the Yuan edition and GDYXCQ I am more inclined to believe that GDYXCQ might possibly share common source texts with other Ming anthologies Also, as I will argue in the discussion that follows, GDYXCQ should not be taken as a collection with a well-defined set of editorial rules, and could have been compiled by different individuals not necessarily sharing the same attitude towards editing This might further complicate the textual relationship between GDYXCQ and other Wanli editions 13 The two tunes whose titles were confused are Shengyaowang 聖藥王 Yu-tun (1379 Yu-tun ( -1439 (Leiden: Brill, 1985) , [35] [36] [37] [38] Tree, and Entering Mount Tiantai by Mistake 17 Where the wedges are marked, they are consistently placed under the tune title and do not include any prose dialogue Sun Kaidi 孫楷第 has pointed out that the wedge should only refer to songs and did not include dialogues, and did not serve as a kind of demi-act as presented in later anthologies most noticeably in YQX 18 Therefore, inasmuch as the wedges are marked in GDYXCQ, this followed the older practice of using it to mark one or two songs that are not part of a main suite for any act However, the wedge is not marked in all of the plays in GDYXCQ Two other plays, Yangzhou Dream and Marriage in Two Lives, contain the arias of a wedge but do not mark them as such, 19 which would appear to follow an even earlier practice that we find in Yuan editions Scholars have argued, based on the feature of act division, that Tears on a Blue Gown perhaps preserves an older format than the other five plays 20 Here, however, Tears on a Blue Gown marks the wedge, which is a later feature, while the other two plays appear to follow the old practice This provides further evidence that these features were not standardized in GDYXCQ How might such irregularities be related to the manner in which the collection was put together? 20 Xie, "Du Nantu guancang Li Kaixian Gaiding Yuanxian chuanqi,"167, and Akamatsu, "Gaiding Yuanxian chuanqi xiaokao," 152 Idema has also suggested that at the very end of Tears on a Blue Gown, the editors of GDYXCQ maintained a peculiar feature that may be used as yet another argument that this edition of the play derived from a Yuan dynasty printing: the coda of the final suite is followed by the text of a lyric to the tune of Zhegutian 鷓鴣天 which is not assigned to any character in the play, a practice found only in the Under Li's sponsorship and "direction"-more symbolic than actual, as I will argue-as Director-General, we find an editorial committee of sorts, formed by his students and acquaintances Zhang Zishen, 23 in particular, appears to have been the most involved in the project, to the extent that one Qing-dynasty catalog lists GDYXCQ under Zhang's name 24 Zhang was a native of Shanghe in Shandong He was a stipend student before his writings criticizing the court were discovered, and he had to flee from arrest He escaped to Zhangqiu, Li Kaixian's home village, where he stayed for around ten years and later became Li's student 25 These individuals all played a part in the process of editing and emending the texts for GDYXCQ That various people were involved in the editorial process may have contributed to the non-systematic marking of features such as act divisions and the wedge, as discussed earlier Such irregularities in the text also show that Li was apparently not too particular about these details Hence, even though Li Kaixian claimed final responsibility for GDYXCQ, calling himself its Director-General, I submit that in fact his involvement in the printing project of GDYXCQ may well have been minimal Li mentioned in his preface to GDYXCQ that after this 27 Zhangqiu xianzhi, juan 6, "Liuyu," 46b-47a 28 36 Banter about Lyrics is a rare example of dramatic criticism written in northern China in the mid Ming It contains four different sections: amusing and satirical stories behind some qu works, a selection of sanqu and dramatic arias, anecdotes about famous actors and singers, and a discussion on the proper endings of qu 37 Wu Shuyin 吳書蔭 has proposed that the second and fourth sections, "Citao" and "Ciwei" 詞尾 (Song Endings), may have been written by Kang Hai 康海 (1475-1541) instead of Li Kaixian His argument is based on the fact that Xu Fuzuo 徐復祚 (1560-?) quoted the same passages in these two sections in his qu anthology, but attributed them to Kang rather than Li See Wu Shuyin, "Cixue de zuozhe xianyi"《詞謔》的作者獻疑 (Calling into Question the Authorship of Banter about Lyrics), Yishu baijia, no 2 (2002): 67-70 However, considering that the section "Citao" cites Tang Shunzhi 唐順之 and Chen Shu 陳束, who were closely associated with Li and not Kang, I believe it is unlikely that these sections were compiled and written by Kang Hai Wu also believes that Xu Fuzuo is unlikely to have made a wrong attribution, as he was already nine years old when Li Kaixian passed away, but such errors in attribution were perhaps not uncommon even among contemporaries One example is Wang Shizhen 王世貞 (1526-1590) It is unclear which of the two projects, GDYXCQ or Banter about Lyrics, was completed earlier We have little information on the date of GDYXCQ Assuming that the Ten Pieces of Brocade mentioned by Li in his preface is the extant 1558 edition we now have, we can only estimate that GDYXCQ was printed after 1558 39 Nor do we know exactly when Li wrote the "Citao" section of his Banter about Lyrics, though the full work is believed to have been put together in his late years (and left uncompleted when he passed away in 1568) 40 However, the dating of these two projects is not the main point here Our main concern is to find out whether Li Kaixian was personally involved in both projects and whether GDYXCQ and Banter about Lyrics are textually related Zheng Qian, writing at a time when the whereabouts of GDYXCQ were still not widely known, suggested that the arias in Banter about Lyrics, which showed some differences from other Ming editions, were probably derived from the texts in GDYXCQ edited also by Li Kaixian series, vol 3, 344-346 and 348-350, 337, and 304-306 39 Iwaki Hideo, "Genkan kokon zatsugeki sanjūshu no ryūden," 561, and Xie, "Du Nantu guancang Li Kaixian Gaiding Yuanxian chuanqi," 162 A recent study on character usage in GDYXCQ also shows that the extant edition was printed no earlier than the late years of the Jiajing (1522 Jiajing ( -1567 Now that we have access to the texts of the six plays in GDYXCQ, we realize that this is not the case The arias of the same plays as they appear in GDYXCQ and Banter about Lyrics are by no means identical It is impractical to provide full collation notes here, but some of the major differences should suffice to illuminate the textual relationship or lack thereof between GDYXCQ and Banter about Lyrics
In some cases, the differences are extensive For example, some songs might be left out in a song suite in one version of a play, but not in the other In sum, Banter about Lyrics and GDYXCQ present to us two different "texts" belonging to separate systems 49 Notably, moreover, 46 We are also unable to make generalizations about variants between Banter about Lyrics and GDYXCQ For example, in terms of padding words to the arias, the Banter about Lyrics version of Marriage in Two Lives has fewer padding words than the GDYXCQ version, but for Yangzhou Dream and Rain on the Wutong Tree, it has more padding words than the GDYXCQ version Therefore, we cannot conclude which edition has, in general, added or deleted the padding words It may be because they were based on different source texts, or because individual plays in GDYXCQ underwent different degrees of editing 47 This is in comparison with another group of texts in Yuan Ming zaju 元明雜劇 (Zaju from the Yuan and Ming Dynasties) and in the anthology Songs of Harmonious Peace See Zheng Qian, "Yuan zaju yiben bijiao" (Group 4), 7, and Komatsu Ken 小松 謙, Chūgoku koten engeki kenkyū 中國古典演劇研究 (A Study of Chinese Classical Drama) (Tokyo: Kyuko shoin, 2001), 214 48 Cf the GMJZJ version in Guben xiqu congkan 古本戲曲叢刊 (Collective Edition of Ancient Texts of Plays), Fourth Series (Shanghai: Shangwu yinshuguan, 1958), 6b-7a, the GDYXCQ version, 8a-b, in XXSKQS, 138, and Cixue, 346 49 In general, the later Ming editions differ from Banter about Lyrics in the way that GDYXCQ did In other words, while GDYXCQ was very similar to the Wanli Li Kaixian neither referred to nor showed awareness of differences between respective versions of the same plays in GDYXCQ and in Banter about Lyrics This makes it extremely unlikely that Li should have been the actual editor of both projects I therefore submit that they should be seen as two separate editorial efforts, and that Li was not equally active in both
We have Li Kaixian's own words accounting for his emendations to the arias selected in Banter about Lyrics For example, Li explicitly points out that he has made changes to the suite of songs he selected from the second act of Rain on the Wutong Tree, because he noticed rhyme errors in the sources on which his edition was based 50 For GDYXCQ, however, one must remember that Li only called himself Director-General in the editing of the collection and credited most of the actual editorial work to Zhang Zishen and others Indeed, Li might have only served as a sponsor and a supplier of the texts for selection His disciple, Zhang Zishen-who was, as noted, himself a prolific playwright-might have been the de facto editor Li Kaixian appears to have left the GDYXCQ project to his disciples, and quite evidently was not as actively involved in the editorial process of these plays as he was in the selection and emendation of song suites for Banter about Lyrics Therefore, GDYXCQ should be taken as a collective group effort of Li's local qu community in Zhangqiu, and we should be cautious about Li's actual editorial role and general involvement in it To understand Li's criteria and efforts in editing Yuan zaju, we should instead turn to Banter about Lyrics as the more reliable source-and more generally, as a rich source for the study of both sanqu and drama that awaits further exploration editions, the arias in Banter about Lyrics appear to present a different "text" that was apparently not taken up by the later Ming editions 50 Li, Cixue, 337
